The term 'performance' is outstandingly wide; for decades there have been debates regarding its semantic scope, understanding and forms. As notices Lilianna Bieszczad, swift development of performance studies made the idea of performance and the slogan of performative expression cover an extraordinary spectre of phenomena, starting with art, ending at processes, events and situations arranged in everyday
life. At the same time the very Performatics is an example of multi-track open thinking and is inspiration to undertake issues at the borders of vari-
ous fields 1 . Not engaging here in disputes regarding terminology, it is worth drawing attention to certain less obvious forms in which performance and performativeness revealed themselves in contemporary art, in works of artists who -at first sight -seem to be distant from treating themselves as performers, and for sure they do not think of their own artistic expressions as performance. In the case of those artists, and at least in the case of some works of art, we need to take one more issue into account, related with the status of these works. It is about a situation in which a work of art escapes typical schemes of perception, where usual aesthetic logic -of works of art and their contemplation -is, by assumption, a slave of the subject-object scheme 2 . Wolfgang Welsch thinks that overcoming this scheme may happen mainly through an event 3 . As it seems, such an event could be the very piece of art, or the event, included in the structure of the work of art and sometimes hidden in it very deeply, will be the key element for reading meanings of a given realization.
Looking from this perspective, such works of art where artists do not present the very performance but rathe show its effects will be an amazingly interesting case of how performance functions in contemporary art. Performance is embedded in them as if the tissue of the work; it was necessary for the work of art to be created, however, it is hiding in it and the recipient has to make effort to get (reconstruct) this performative dimension of this art and understand (realize) the entailed consequences. We must, of course, remember
here that the idea of performativeness, so often used nowadays with reference to various phenomena in the area of art and culture, is 9 . The spectator, being aware of the method used by the artist, may only reconstruct this performance in his imagination.
These works of art include a certain special paradox -we appreciate the painting talent of the artist, his undoubtful extraordinary workshop competences through the non-painting medium, namely through photography.
The method of the for-the-camera performance, present in the series Seeing by Akira Komoto, is one of the most popular methods However, one should remember that in that case both the traditionally perceived material effect of creative thinking and the whole process leading to its creation are a piece of art. For eight months the artist 'wrote' in a grey, 2.5 cm wide paper tape his painting gestures (he used a total of almost 200 km of the tape). The strips of this tape, squeezed and mounted perpendicularly to the surface of the squares hanging on the wall, create a remarkable texture of these paintings. Stains of black paint watch themselves, and the recipient is put in the middle of the painting and the canvas at the same time. In this way the artist invites the spectators to participate in a game whose rules may be recognized only when the spectator becomes the participant. It is a game between closing (the multiplied squares, one included in another, of precisely calculated dimensions and proportions) and opening (creating an empty space, a place for the recipient, for his imagination).
The rules of the game, the rules of the audience's participation (and the way the artist himself participates in it) are not revealed immediately -in the beginning one may just feel that they have a lot in common with physicality, that they are rules or rhythms of recurrent effort, rules of pain caused by cement penetrating the skin. A certain recurrence of actions, states and situations (always present in the game) shows that the artist's own identity is at stake here, that the purpose is not only a material trace finalizing the creative activity.
The artist creates a space where it is possible to test the rules of art. Generator was annexed by sheets of paper that he used as bases In the above-mentioned series of works paper stops to be only a neutral canvas but it transforms into a significant component, in an important active factor of the painting. In Niewysłane listy there appears space which reaches inside the material; space which spreads inside this apparently dimensionless matter. Paper absorbs the paint, colour comes out of the paper structure, paper opens up to colour, and is not only the surface that has colourful stains on it. The monochromatic nature of this series, its specific colourful asceticism may be looked at from another perspective. We all experience visual confusion and chaos which seems to be inseparably related with the contemporary civilization of the spectacle. In such circumstances reduction, self-limitation, quietness of the colour scheme becomes a form of introduction of a specific order. Monochromatic nature is one of many names of silence, in this case it is its painting name.
'Paper gives more freedom' says the artist. This freedom means here a specific space of freedom -for the painter's gesture and for the paint which is not frozen on the canvas. During painting the paint is alive, finds itself new territories long after the brush stops touching the paper. In that space there is place for coincidence. In
Wilk's painting coincidence is in the beginning or rather precedes the commencement of the proper work. Coincidence is here a catalyst from which painting starts but the very painting process -although intuitive -is a fully-controlled process.
The series of works title Archipelagi was created as a result of applying a special procedure: painting and non-painting at the same time.
This procedure is, in some regards, close to, e.g., graphic design. Sheets In a sense such painting becomes a map of a part of the workshop territory. A map that is possibly the most precise, as if reflecting the territory in 1:1 scale. This painting is an imprint, is a trace. However, it is not a trace of the world, as it happens in the case of documentary photography, but a trace of something more elusive. It is a trace of a hand holding a brush circulating in the air, a trace of its wandering, hesitation, slow dripping of dense ink down long hairs of the brush.
It is a trace of a certain N o w, extended in several minutes, a trace of time that transforms into space.
Such rules of the game make the painting intentionally accidental. The irreversibility of the recording on the painting is delayed here. The artist may celebrate the painting's right to non-existence, it is enough if she wipes off the drops of ink from the floor and the painting does not happen, although each subsequent falling drop seemed to build its composition structure. However, when a sheet of vellum paper is put on ink drops and pressed against the floor, the painting is recorded on it in a second. It is a snapshot painting, at the same time veraikon. On the basis of this recording one cannot, of course, recreate the whole process, but -and this is the most important here -the recipient reads from it the performative actions of the artist preceding that recording.
The next series of works is titled Niewysłane listy. These mysterious letters are close to Archipelagi. It seems that they come from that archipelago, that these are the letters that must have been written, that must have had the addressee(s), but which could or should not be sent. Their sense is their existence and not communicating something to someone. In the case of this series the key role is played by the method with which these works were created, too. Urszula Wilk writes those unsent letters without touching the surface of the paper. The brush circulates in the air over the sheet, ink drips down the dancing brush tip. These paintings seems to collect traces of exercises in calligraphy in a secret language. Words that cannot be read, cannot be pronounced, drop down the brush. Words, or their articulation, may be halted. What cannot be halted is the child's need to put down characters. This need makes the hand realize a strange dance over the paper. In this dance the hand becomes a seismograph for emotions, for swirling unspoken words, words that we do not want, or we cannot say.
These letters are not to be read, they talk with their existence only. They tell us, for example, that our communication is always (or almost always) included in the frame of a certain language convention, that using a language we subject ourselves to the illusion of communicating something to someone. We reach for a language (ethnic, painting, drawing or, e.g., mathematical language) hoping that we will express in it a certain truth about ourselves or about the world, but that hope intermingles with anxiety that these languages mainly express themselves, not us. We are constantly facing the question how to force 'our' language to express something more, to reveal something more than just its structure. In the series of paintings titled Nieobecność ubiquitous grey spills (literally) all over the sheet of paper. It penetrates the paper and freezes in its layers like grey sludge. In this series of works the title 'absence' is not emptiness, it is much more associated with surplus. These paintings do not talk about absence, do not change it in a metaphor or an anecdote, they cumulate its surplus. This absence lives in memory, it emerges from there, looking for a form for itself.
The experienced absence of someone or something becomes a certain state of body and mind which we recognize thanks to desire. Desire gives it a form. Desire which spreads all over the territory of our body, discovers its nooks and corners, appropriates them, like paint appropriates paper, penetrates it deeply. Here the process of creating a work of art is a dialogue of the artist with the attributes of the material, a painter's gesture, manner of spilling paint must be constantly 'negotiated' with the paper, with the limits of its absorptivity.
A very special performance we can see in the series Bonsai, which since 2007 has been realized by a Chinese artist Shen Shaomin 15 .
Cultivation of bonsai trees has had an amazingly long tradition, in China and in Japan there are many schools of plant shaping whichsubject to various, often cruel and drastic procedures -were shaped in line with certain aesthetics cannons. The process of their shaping is at the same time a long-term process, lasting most often around ten years. These series of works were inspired by the Chinese practices of tying up (tight bandaging) of feet of small girls, as a result of which bones of the feet were not able to freely and naturally grow and became drastically deformed. These practices started to be performed in the 7 th century in higher levels of the society, and in the 19 th century they became very common. What was stated as justification for those tortures done to the girls' feet, was aesthetics -small female feet were thought to be beautiful. Shen Shaomin got the idea of the series Bonsai, when he watched x-rays of deformed feet of women who were subject to those practices when they were children. He decided to make use of numerous parallels between the two procedures. has -as we are used to think -many good justifications, it occurs in the name of good morals and decency, equity, justice or beauty.
The work of the Chinese sculptor is a process-oriented work. At no stage it is possible to claim that the process has been finished.
A piece of art here is not a closed and finished structure, it is a continuous becoming, and what we see each time is a temporary, current status of this process. One needs to notice there that two processes overlap here, two actions. The first is the action of the sculptor-grower and his procedures, the other one -actions of the nature, namely growing of a plant and its adaptation, responding to peoples' procedures. Shen Shaomin in his works reveals the whole set of instruments with which trees were subject to sophisticated tortures. The artistic object here is not only the weirdly, grotesquely shaped plant, but also the metal clamps, turnbuckles, wires or metal grates, placed on or next to the plant. The spectator, therefore, is not only supposed to be happy about seeing the fantastically shaped tree but must -at least mentally -dive into those processes which have led to the effect he/she is looking at.
In the case of the works of art of the discussed authors we have to deal with various forms of performativeness, however, what they have in common is the fact that in each of them the recipient must discover and reconstruct in his/her imagination the performance that is embedded in these works. It is a key issue because without taking into account that performative side of the works, we do not understand their message, the hidden sense will not show itself to us. Recognition of the rules of the game is indeed an indispensable condition to participate in it, even if such participation is to be only participation of a spectator. The performative nature of these works is also decisive for their status -thanks to it these images and objects become events, close in their spacetime both the creating artist and the spectator, who becomes a full participant of the artistic game.
